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Concerto for Wind Ensemble (1982) 
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Variations on "Mein junges Leben hat ein End" Jan P. Sweelinck 
(1562-1621) ') 
transcribed by Ramon Rickler './ 
James Park, conductor 
Dance of the New World (1996) 
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The Duke of Marlborough Fanfare Percy Grainger 
Born in Melbourne, Australia, in 1882, Grainger's early studies in music 
) • came in the form of piano lessons with his mother, a professional music 
teacher. By age 10 he was giving recitals which would later finance 
his studies abroad. Grainger moved to Frankfurt am Main in 1895 to 
study at the Hoch Conservatory. Six years later he moved to London 
where he became active as a concert pianist. It was in this capacity 
that Grainger toured the world, performing in halls throughout Great 
Britain, Scandinavia, central Europe, Australia, New Zealand, and 
South Africa. 
Grainger was an early proponent of the use of the phonograph as a tool 
for ethnomusicology. In 1905 Grainger joined the- English Folk Song 
Society where he introduced the use of the wax cylinder phonograph. 
It was on these wax cylinders that he recorded more than 500 folk songs, 
many of which he would use in some of his later compositions. 
Grainger moved to New York in 1914 where he joined the U.S. Army 
Band in which he played oboe (1917-1919). It was during this time in 
the Army Band that Grainger became an American citizen. The years 
from the 1920s to World War II were spent rediscovering his roots in 
Australia through two trips to the continent, teaching at New York 
University (1932-1933), and opening the Grainger Museum at the 
University of Melbourne in Australia in 1938 - a research center for 
ethnomusicology and a home for his collected works. From the end of 
World War II until his death in 1961 in White Plains, New York, 
Grainger spent most of his time rescoring earlier works as well as 
experimenting with new forms of music which he called free music, a 
music containing "gliding" tones whose melody, rhythm, and texture 
were no longer bound by the traditional limitations of scales, beats, and 
harmony. 
On March 5-6, 1939, Grainger composed a poltytonal fanfare on a 
British folk song. Dedicated to "the memory of Miss Lucy E. 
Broadwood, who first revealed to me [Grainger] the charm of living 
English folksong," the composer has the following to say about his 
composition: 
"My fanfare (written .... [while] at Coral Gables, Florida) is based m 
the English folksong 'The Duke of Marlborough'.... In my setting the 
tune is heard twice. The first time [offstage] it typifies memories of 
long-past wars - vague, far-off, poetic. The second time [onstage] it 
typifies war in the present - fast moving, close at hand [sic], drastic." 
Concerto for Wind Ensemble Karel Husa 
Born in Prague, Czechoslovakia, in 1921, Husa formally studied music 
at the Prague Conservatory and Academy. He studied composition :,; 
with Jaroslav Ridky and conducting with Pavel Dedecek and Vaclav 
Talich. He was awarded a scholarship from the French government 
and studied in Paris from 1946-51. It was during this time that Husa 
studied composition with Nadia Boulanger and Arthur Honegger, and 
conducting with Eugene Bigot, Jean Fournet, and Andre Cluyten. 
In 1954, Husa immigrated to the United States of America where he 
joined the faculty of Cornell University as professor of conducting and 
composition. He continued to be active as both composer and conductor, 
serving locally as the music director of the Ithaca Chamber Orchestra 
(1957-63), the Cornell Symphony Orchestra (1957-75), and the Cayuga 
Chamber Orchestra (1977-84), and guest conducting orchestras such as 
the Rochester Philharmonic Orchestra, Baltimore and Cincinnati 
Symphony Orchestras, and numerous European orchestras. From 1967 to 
1986, Husa was concurrently Professor of Composition at Ithaca College. 
Husa's compositions have earned many distinctive honors and awards 
including the Lili Boulanger Prize (1950), a Guggenheim Fellowship 
(1964), the Pulitzer Prize (1969 - for String Quartet No. 3), the 
Friedheim Award (1983), and the first biennial Louis Sudler 
International Wind Band Composition Prize (1983 - for the Concerto for 
Wind Ensemble heard tonight). 
The composer has the following to say about his piece: 
"Concerto for Wind Ensemble was corrunissioned by the Michigan State 
University Alumni Band and dedicated to the Michigan State 
University Bands, Stanley de Rusha, Director. The first performance 
was en December 3, 1982, by the Michigan State University Wind 
Symphony, guest-conducted by the composer, in the new Wharton 
Center for the Performing Arts en the campus of Michigan State 
University. 
"Divided into three movements, the Concerto for Wind Ensemble, is 
meant to be a display of virtuoso passages given to solo instruments as 
well as to the groups of the ensemble. In the Fanfare of the first 
movement, the brass section is "concertizing" in groups of four brass 
quintets (2 trumpets, horn, trombone and tuba or baritone), spread from 
left to right in back; the saxophones (S, A, T, B) are placed In front of 
the brass quintets and the woodwinds occupy the front of the stage, 
with percussion on the left and right side[s]. 
"These groups, like the brass quintets, play in the concertante manner, 
especially in the first and last movements. At the same time, each 
movement will contain solo passages, such as the timpani in the 
beginning (Drum Ceremony), the long flute soli and later English horn 
and other low woodwinds in the Elegy, and then numerous instruments 
in the third movement, the Perpetual Motion. The composition of the 
Concerto was prompted by the excellence of wind and percussion players 
today and by the incredible growth of wind ensembles, orchestras, [and] 
bands in the last twenty-fine years. It is intended for their enjoyment." 
Some of the compositional techniques Husa employs in the piece are 
the use of pitch-bending, the placing of a cloth material in some 
instruments while playing, free rhythms, extensive use of percussion, 
exploitation of numerous types of mutes as color, jazz-influenced 
melodies, and the insertion of a brass chorale in the third movement. 
One of the more innovative techniques Husa uses is his exploitation of 
space, using the brass quintets antiphonally in the back row of the 
ensemble. 
Having written this piece for Michigan State University, Husa also 
includes the letters MSU in the composition. The first note of the first 
movement is an E-natural, or Mi. The first note of the second movement 
is an E-flat, or Es. (Es, German nomenclature for the note E-flat, is 
pronounced like the English letter S.) The final movement begins on a 
unison C-natural, or Ut. (Ut is French nomenclature for C-natural.) 
Upon hearing the premiere, critic Ken Glickman of the Lansing State 
Journal proclaimed Husa's Concerto for Wind Ensemble a masterpiece, 
describing it as "a powerful study of wind instruments - exploring new 
and creative ways of blending these sounds together.... [It is] destined 
to be a classic." 
Variations on "Mein junges Leben hat ein End" Jan P. Sweelinck 
Born in Deventer, the Netherlands, Sweelinck was an organist for his 
entire life. He spent most of his life in Amsterdam, working for the last 
forty years of his life as the organist at Onde Kerk (Old Church). He 
was trained in both the English and Italian styles of organ playing, 
studying with Zarlino and Gabrieli. 
Sweelinck was known as the last great composer and organist of the 
Netherlands. He pioneered new compositional techniques for the 
organ, including the forms of toccata, fugue, and variation. His organ 
music was known for its well-conceived registrations and the use of the 
pedal board. 
Sweelinck had many pupils who carried en his tradition of organ 
playing. Although Sweelinck was Dutch, most of his pupils were 
German and carried this tradition back to their homeland. He has 
often been referred to as "the maker of German organists." One can 
easily trace the lineage of pupils through the centuries and see the 
influence Sweelinck had en Western music. One of his pupils was 
Scheidemann who taught Reinken who was a teacher of Johann 
Sebastian Bach. The forms pioneered by Sweelinck mentioned above 
(toccata, fugue, variations) are found in their fullest maturity in the 
works of J.S. Bach. 
Scholar Gustav Reese says this about the importance of the composer's 
musical style: "In Sweelinck we find the diversity of English variation 
technique and the brilliance of Italian toccata style combining with the 
ingenuity of Netherlandish polyphony to establish the beginnings of 
the great schools of 17th-century organ music." 
The variations heard today were transcribed for concert band in 1975 by 
Ramon L. Ricker. Ricker dedicated this transcription to the Eastman 
Wind Ensemble and their conductor Donald Hunsberger. Ricker stays 
true to Sweelinck's use of registrations through his scoring of specific 
variations for specific instrumental choirs. After the theme is stated, a 
flute choir (with .bass clarinet and later horns) plays the first 
variation. The second variation utilizes primarily brass instruments. 
Throughout the final four variations, the entire ensemble is used at 
different times, often playing within their respective instrumental 
choirs. 
Dance of the New World Dana Wilson 
Dana Wilson received his early training as a jazz pianist, playing in a 
jazz band throughout his public education. He performed often as a 
pianist and vocalist in this capacity. He received his B.A. from 
Bowdoin College in Maine, his M.A. from the University of 
Connecticut, and his Ph.D. from the Eastman School of Music where he 
studied composition with Samuel Adler and Joseph Schwantner. 
Active as a composer, jazz pianist, and conductor, Wilson has received 
numerous commissions, and his works have been performed throughout 
the United States, Europe, Australia, and East Asia. Wilson has also 
earned many honors including grants from among others, the National 
Endowment for the Arts, New York State Foundation for the Arts, New 
England Foundation for the Arts, New York State Council for the Arts, 
Arts Midwest, and Meet the Composer. His pieces have earned him 
the 1998 International Trumpet Guild First Prize, the Louis Sudler 
illternational Composition Prize and the American Bandmasters 
Association/Otswald Composition (for his composition for Wind 
Ensemble Piece of Mind). He has been a Yaddo Fellow, a Wye Fellow 
at the Aspen Institute, a Charles A. Dana Fellow, and a Fellow at the 
Society for Humanities, Cornell University. 
Currently the Charles A. Dana Professor of Music in the School of Music 
at Ithaca College, the composer has the following to say about his 
piece performed tonight: · 
"Dance of the New World was composed during the months that, 
exactly 500 years earlier, Columbus was m his historic voyage, and I 
wanted to capture in the piece the spirit of awakening and burgeoning 
that resulted from his journey. The piece begins almost imperceptibly 
and gradually evolves (though, as in American history, not without 
difficulty and need for reflection) to an exuberant climax. Because of 
1j where in the western hemisphere he landed, I decided to employ 
\l aspects of Latin American music to represent the many cultural 
syntheses that have since evolved." 
During a recent conversation with the composer, the Latin American 
flavor of this piece was further explained. Because of the slave trade 
and the resulting relocation of so many Africans, today's Latin 
American music has roots in traditional African music. Wilson 
suggested that this piece is therefore related closely to African music 
as well as Latin American music. He accomplishes this through his 
abundant use of percussion instruments (including ethnic instruments 
such as bongos, conga, maraca, and claves), a technique of layering 
many different implied meters, and suggesting through his rhythms 
and melodies a certain energy which is often found in African and Latin 
American music. 
Variants on a Mediaeval Tune Norman Delio Joio 
~ Born in New York, Dello Joio's early studies in music began with his 
father, Casimir, who was an organist in Italy before immigrating to the 
United States in the first decade of the twentieth century. Casimir's 
father was also an organist in Italy. Norman did not disrupt the 
tradition of organists in his family: at age 14 he began his music career 
as organist at the Star of the Sea Church in New York. Later in his 
young life, Dello Joio's principal teacher became his godfather, Pietro 
Yon. 
His formal education began at the All Hallows Institute in 1926. Dello 
Joio attended the College of the City of New York from 1932 to 1934 
began full-time musical training two years later at the Institute 
Musical Art. From 1939 to 1941, he attended the Juilliard Graduate 
School where he studied composition with Wagenaar. After 
graduating from Juilliard, Dello Joio studied with Hindemith at the 
Berkshire Mtisic Center and at Yale University. 
The composer's training with Hindemith came more in the form of 
advice than actual technical instruction. Hindemith taught Dello Joio 
to speak the music that came from within rather than relying m 
models from teachers who had little relevance to Dello Joio's musical 
language. 
The ·music that influenced his style was varied, stemming from 19th-
century Italian opera, Catholic church music, Gregorian chant, and the 
popular music and jazz that was being played in New York during the 
1920s and 1930s. Dello Joio found a way to fuse all of these genres 
together to create a uniquely American style. 
His music has been praised by many, and his awards are numerous. 
Dello Jc:iio received the Elizabeth Sprague Coolidge Award in 1937 (for 
his Piano Trio), a Town Hall Composition Award in 1942 (for his 
orchestra piece Magnificat), two Guggenheim Fellowships (1943, 1944), 
two New York Music Critics' Circle Awards (one in 1948 for Variations, 
Chaconne, and Finale for orchestra and another in 1962 for his opera 
The Triumph of St. Joan), a Pulitzer Prize in 1957 (for his string 
orchestra piece Meditations on Ecclesiastes), and an Enuny for his 
musical score to the NBC television series The Louvre (1965). 
Dello Joio is an avid educator as well. His teaching career began at 
Sarah Lawrence College in 1945 and lasted there until 1950. From 1956 
to 1972, he taught at Mannes College as professor of composition. 
During this time (1959-1973), Dello Joio also had a close association 
with the Contemporary Music Project for Creativity in Music Education 
that encouraged teenage composers to write pieces for high sc 
ensembles by placing them in specific schools throughout the nat 
After leaving Mannes College, Dello Joio joined the faculty at Boston 
University. He is now retired, and holds the title of Professor Emeritus 
of Music at B.U. 
( 
One finds the following observation in the preface to the score of 
Variants on a Mediaeval Tune: 
"'In dulci jubilo' is a melody which has been used by many composers, 
among them J.S. Bach, as the subject for a variety of musical works. 
Norman Dello Joio was inspired by it to compose a set of variations. 
j fhey consist of a brief introduction, the theme, and five "variants" 
which send the mediaeval melody through five true metamorphoses, 
strongly contrasting in tempo and character, and utilizing the 
possibilities of the band to the highest degree." 
Commando March Samuel Barber 
Born in West Chester, Pennsylvania, in 1910, Barber was six years old 
when he began taking piano lessons and seven when he began 
composing. Two years before he graduated from high school, at age 14, 
Barber entered the first class of the Curtis Institute in Philadelphia. 
There he studied piano with Bayle and Vengerova, composition with 
Scalero, and conducting with Reiner. A talented singer as well, Barber 
studied voice and often performed in public recitals and opera 
performances. 
'fn 1935 and again in 1936, Barber studied in Italy as a result of winning 
·a Pulitzer Traveling Scholarship and Rome Prize. It was there that 
Barber was introduced to Arturo Toscanini. In 1938 Toscanini premiered 
two of Barber's pieces - the First Essay for Orchestra and Adagio for 
String Orchestra - with the NBC Symphony Orchestra. Upon returning 
to the United States in 1939, Barber assumed a teaching position at the 
Curtis Institute. He disliked teaching, though, and after three years 
he left his position there and never returned to teaching. 
Because of World War II, Barber was drafted into the Army in 1943. 
He was assigned to the Army Air Force in Fort Worth, Texas. It was 
during this time that Barber composed the Commando March 
(premiered by the Army Air Corps Band in Atlantic City in 1943). 
After the war he was released from the Army. He spent the next few 
decades completing major works that resulted from numerous large 
commissions. During the last few years of his life, Barber composed 
very little. He died in New York City at the age of 70. 
Popular throughout his life as a composer, Barber's pieces earned him 
many distinctions and honors. Shortly after graduating from Curtis, he 
won the Beams Prize of Columbia University for his Violin Sonata 
(1928). Five years later, he won a second Beams Prize for the Overture 
to The School for Scandal. In 1941 he was elected into the National 
Instit.ute of Arts and Letters, and in 1958 he was elected to the American 
Academy of Arts and Letters. His Cello Concerto won the New York 
Music Critics' Circle Award in 1947, and he won two Pulitzer Prizes -
one in 1958 for his opera Vanessa and one in 1962 for his Piano Concerto. 
Writer Norman Smith has the following to say about the Cornman 
March: 
"Barber's second symphony-produced for the Army Air Corps in 1942 --
made use of an electronic instrument to imitate radio signals. In a 
similar wartime spirit, he completed his first band work, the 
Commando March, in 1943. This march reflects some traces of the basic 
style of Barber, but these characteristics are less obvious when placed 
within the framework of the stirring medium which is suggested in the 
title. Written in quadruple meter, but with the indication to be played 
in 'fast marchtime,' the composition utilizes constant contrast of dotted 
and triplet rhythms and centers around a tune which appears in a 
different instrumental dressing four times in the course of the work." 
Program notes by James Park 
.. 
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